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PROGRAM 
Sonata for Solo Violin (1980) 
Slow and very free, qua si recitativo 
Moderate, bouncing, strict 
Moderate, vigorous, free 
Sonata for Violin and Piano (1926) 
Vibrante, agitato 
Buoyant 
Mistico, intenso 
Allegro 
-Intermission-
Three Informal Pieces for Violin and Piano (1961) 
Second Sonata (1902-9) 
Autumn 
In the Barn 
The Revival 
Nelson Keyes 
(1928-1987) 
Ruth Crawford 
(1901-1953) 
Yehudi Wyner 
(b. 1929) 
Charles Ives 
(1874-1954) 
PROGRAM NOTES 
Nelson Ke}'es was Composer-in Residence at the University of Louisville, where he 
was Professor of Music and the Executive Secretary of the Grawemeyer Award for Music 
Composition, a competition he was instrumental in founding . Keyes studied at the 
University of Texas (BM, MM) and the University of Southern California (OMA). His 
main teachers were Kent Kennan, Halsey Stevens and Ingolf Dahl; he also enjoyed a brief 
period of study with Arnold Schoenberg shortly before that master's death . In 1961 Keyes 
was the recipient of a four-year grant from the Ford Foundation Young Com_posers and 
Contemporary Music Education Project. The brain-child of Norman Delio Joio, this 
organi:zation placed scores of promising young composers in public school systems 
throughout the United States. Keyes went to Louisville, Kentucky, working first for the 
public schools and then at the University of Louisville, where he remained until his death 
m a mountain-climbing accident. Keyes composed works for many media : vocal, 
instrumental, and theatrical. His interests included the jazz and popular fields, where he 
worked as a professional pianist and arranger. Two of his works are in the catalog of the 
)--tisville Orchestra First -Edition Records : the ballet suite Music for Monday Evenings 
Abysses, Bridges, Chasms, a concerto for improvising jazz soloists and orchestra . His 
. .. ic is published by Elkan-Vogel, Western International Music, Hinshaw Music and 
Magna-Music Baton. 
My father first began work on a solo sonata for me while I was still a teenager . The 
original title was to have been "Suite Sixteen." In the intervening years, I became a 
professional violinist, and my father decided to write a more ambitious work . He taught 
himself to play, using my old violin from student days; he explored everything as he wrote . 
He believed wholeheartedly in writing music to take advantage of the possibilities of the 
instrument, not to work against it or in spite of it, and this sonata certainly takes most 
thorough advantage of a range of wonderful effects. The innovative use of string crossing, 
the pizzicato accompanied by col legno, and the richness of sonority combine to give a rich 
variety of textures. The first movement is in sonata form; the second, a scherzo, is in a 
modified "ABA" form, with the return expanded in both tessitura and dynamic; and the 
final movement is a free sonata treatment. The last measure of the piece recapitulates the 
opening harmonies of the first measure, transforming hesitancy into triumph . 
Bayla Keyes 
•••••••••••• 
"My music is experimental," Ruth Crawford said in 1933. Indeed it is - her small but 
choice ceuvre ranking as a major contribution to the experimental tradition in American 
music. Crawford, alonp with Henry Cowell, Carl Ruggles, Edgard Varese and Dane 
Rudhyar, were called ' ultra-moderns" in the 1920's - the formative decade for early 
American modernist music. 
Born in 1901 in East Liverpool, Ohio into a Methodist minister's family, Crawford 
studied piano in Jacksonville, Florida (1913-1920). She moved to Chicago in 1921 to 
acquire a teacher's training certificate in piano at the American Conservatory of Music . 
Leaving this conventional path for women in music, she began composition in 1923 with 
lessons from Adolph Weidig, remaining his pupil for several years . 
From 1924 to 1927 Crawford studied piano with Djane Lavoie Herz, who introduced 
her to the music of Scriabin. The Russian composer's harmonic palette and aesthetic 
mysticism served as a springboard for Crawford's first mature composition . Paramount in 
music for her first period (1924-1929) is a concern for highly dissonant, unusual 
harmonies and post-tonal explorations. The overall style can be termed "transcendental 
rr. ;,xlernism," inspired musically by Scriabin and Rudhyar and based intellectually on ideas 
~ in American culture since 1900, including Theosophy and Eastern mysticism; the 
.;cendentalism of Emerson and Thoreau; ani:i the imaginative traditions of Walt 
Whitman and Carl Sandburg, the famous Chicago poet who was both friend and mentor . 
The Violin Sonata from 1926, the work that brought Crawford the greatest acclaim 
prior to her String Quartet of 1931, manifests the strong influences of Rudhyar and 
especially Scriabin. For all three composers, the saturation of dissonance was intended 
not for its ascerbic and aggressive possibilities, but rather to create, through the J>Ulsation 
of overtones, a shimmering, edgeless sonority . The combination of this radiance of sound 
and the lack of tonal orientation would release the listener into a kind of epiphanic 
experience. The highly-charged emotional atmosphere of the first movement- a truncated 
sonata form - is followed by a sardonic, rhythmically asymmetrical scherzo, a mystical 
slow movement organized around a four-note chromatic motive, and a boldly-profiled last 
movement which brings back thematic material from movements 1 and 3. 
Lois Shapiro and Judith Tick 
........................ 
Three lnfonnal Pieces for violin and piano were written in 1961. The first 
performance took place in New York City. The violinist was Matthew Raimondi; I was 
the f>ianist. 
In this work I set out to do certain specific things. Some years earlier I had written a 
large, intense, elilborately developed composition for violin and piano entitled Concert D110 
which Raimondi and I had performed widely and ultimately recorded . I wondered if it 
would be possible to embody many of the values of .the Concert Duo in a radically 
compressed form, presenting extremes, juxtaposing self-contained events, high and low-
points, eschewing all transition and development. I suppose one could refer to "essences : 
The instrumental relationship was also altered . In the Concert D110 the occasional 
swamping of the viol in sonority was a deliberate expressive strategy. In Three lnfonnal 
Pieces the aim was equality, transparency. 
The word "Informal" in the title was by no means an informal choice. One of the 
reigning attitudes in contemporary composition in the SO's and 60's was an aspiration for 
total control of all components of a musical structure; "Pre-compositional" design, 
serialization of pitch, register, dynamics, durations, pauses and proportions, were being 
promulgated as historical imperatives, as the obligatory "wave of the future." 
Obviously, I didn't think so. I wanted to restore some elements of spontaneous 
improvisatory invention to the compasition process, to celebrate the power of the 
"informal" even while acknowledgm~ the organizing power of rigor and formality . 
After a number of performances m 1961 I found myself uncomfortable with Three 
Jnfonnal Pieces. Possibly it was the lurking hysteria emanating from the juxtaposed 
extremes that I objected to. Perhaps it too cfosely mirrored my inner life at the time, an 
autobiographical exposure altogether too blatant for comfort. In any case I banished the 
pieces to the morgue of a desk drawer where they languished, gathering silent dust for eight 
years . They hesitantly emerged in 1969 in response to a rl:9uest by the extraordinary 
violinist and pedagogue Broadus Erle to perform a composition of mine at the Yale summer 
festival in Norfolk, Connecticut. I agreed to have another look at Three Informal Pieces, 
and with Erie's refined and sympathetic performance, this work began a second chance at 
life. 
Yehudi Wyner 
....................... 
Grandson of a bluestocking transcendentalist New England schoolmarm, son of a 
gifted but radical musician who trained his children in strict counterpoint and quarter 
tones, Charles Ives made uniquely American music . Combining dissonance, free tonality, 
and experimentation with unabashed sentiment, the use of popular songs and church 
hymns, and nostalgia for a New England boyhood, Ives' music is like no other . 
The Second Sonata has three movements, each based on familiar aspects of New 
England life around the tum of the century. The first, Autumn, is based on a church hymn; 
the second, In the Barn, is a barn dance with a country fiddler presiding; and the last, The 
Revival, creates a vivid scene of a camp-meeting revival service, building slowly from 
prayerful contemplation to whirling frenzy, only to subside abruptly, spent, exhausted, 
and exalted. Throughout this masterwork, one of a group of four great violin sonatas, th~ 
listener will hear elements of profound spirituality mixed with the enjoyment of everyday 
life, in the warm embrace of Charles Ives inventive mind. 
Bayla Keyes 
MEET THE ARTISTS 
Bay la Keyes, violinist, is an active chamber musician and soloist, performing as a 
member of Boston Musica Viva, the Marblehead Chamber Players, the Triple Helix, Sonos, 
and the Tempest Trio. Recent concert highlights include the Bargemusic series in New York 
City, solo appearances with the Richmond and Ohio Chamber Symphonies, a cycle of the 
complete Beethoven violin sonatas in Boston, and the Italian and American premieres of a 
new work for violin and jazz orchestra, "Caericcio", by Bernard Hoffer. Well known to 
audiences as a founding member of the Muir String Quartet, winner of the Evian and 
Naumburg Competitions, with whom she played over one thousand concerts on the 
international touring circuit, Ms. Keyes received her Bachelor's ~ree from the Curtis 
Institute of Music, her Master's Degree from Yale University, and ner first professional 
experience with the acclaimed Music from Marlboro. Her teachers have included Paul 
Khng, Ivan Galamian, Oscar Shumsky, Felix Galimir, Raf>hael Hillyer, Karen Tuttle, and 
members of the Beaux Arts Trio, Budapest and Guarneri Quartets. Ms. Keyes teaches at 
Bor,.University, where she is Co-Chairman of the String Department, and at several 
w r festivals, most notably the Boston University Tanglewood Institute and the 
L ._ .chen Chamber Music Conference . She plays a Cennarius Gagliano made in 1740. 
Ms. Keyes has recorded for Video Artists International, Ecoclassics, CRI, Musical 
Heritage, EMl-France, and New World Records . 
•••••••••••• 
Lois Shapiro, pianist, has concertized as soloist and collaborative artist throughout 
the U.S. as well as abroad . The range of her interests and affinities is reflected in a 
repertoire of considerable scope-from period instrument performances of 18th century 
works to premiers of new pieces written for her . A winner of New York's Concert Artists 
Guild Award, Shapiro has recorded on Afka, Channel Classics, Centaur, and MLAR. She 
teaches piano and chamber music at the Longy School of Music and Wellesler College . She 
has given numerous masterclasses and lectures on topics such as the music o Robert 
Schumann within the context of his intellectual and artistic milieu . According to the Boston 
Globe: "She is a wonderful artist and a dangerous person to work with ... what makes her 
dangerous is her imagination and her insight; Shapiro has the great gift of making 
everything she does sound inevitable even when 1t is surprising ." 
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The School for the Arts welcomes your support to help continue these cone 's. 
Further infonnation regarding gifts to the School may be obtained from: 
School for the Arts Development Office, 855 Commonwealth Avenue, Rm . .t.02, 
Boston, MA 02215 (617) 353-7293. 
